form of parody, of assailing cliches by exaggerating them to the limit of grotesqueness" (qtd. in Punter 139) .
According to Fred Botting, "the play of fear and laughter," as it reverberates through Fiedler's conception of the Gothic, also appears as a feature it shares with postmodernism. Working his way through a keyword list reminiscent of Smith's ("powerful emotions rather than aesthetic judgements," "artificial assemblages," and "excess" (168-9)), Botting comes to the conclusion that both the Gothic and postmodern fiction thrive on "an ambivalence that disturbs critical categories that evaluate their seriousness or triviality" (168). Botting's section heading, "Postmodernist Gothic," testifies to this ambivalence since he lists "hybrid mixing of forms and narratives" as one of the two genres' defining characteristics (169) . ' What emerges from the intricacies of this critical discourse, with its moves and countermoves, its drawing up of lists of shared features and their elaboration, and its self-reflexive turns, is a discursive space that, however ill-defined, can be colonized by texts in which the awareness is merely latent that contemporary postmodern culture is somehow intrinsically Gothic. Even in the critics' expressions of doubt, and their careful delineation of argumentative limits, this space becomes increasingly real, its boundaries increasingly solid. Now, the question is how specific texts, both in fiction and criticism, make use of this space.
The Postmodern Gothic in Brian Ladd's The Ghosts of Berlin Brian Ladd's book-length study The Ghosts of Berlin is a useful example of the overlap of the Gothic and the postmodern because it makes no attempt to hide the rhetorical origins of its critical conceit. Subtitled Confronting German History in the Urban Landscape, the book focuses on the urban text not, as its author states, as "an architectural history of Berlin in any conventional sense," but as a series of "attempts to understand Berlin's history and identity" through analysis of urban topoi-buildings, streets, city squares-"as symbols and repositories of memory" (4), especially as these spaces are negotiated and contested between the forces of remembrance and the forces of forgetting. Ladd's intention, in the final instance, is to unveil the machinations behind the "impulse to preserve or to destroy--whether motivated by nostalgia, desire for prestige or for legitimacy, or even economics" (3) in order to understand the "uncertain national identity" of contemporary Germany within the space of the city of Berlin (3) . This is a crucial project not only for those interested specifically in the city of Berlin, because "Germany has been called the first postmodern nation and the first postnational society" (234). As such, Berlin epitomizes an emergent global urbanity, a historical, social, and psychological condition to which, eventually, all industrialized nations will aspire. While it is fairly obvious that Ladd's description of Berlin is that of a postmodern urbanity, the privileged position of the city's history, however, is invoked in a language that is indebted to the Gothic.
Around the edges, so to speak, of his concise new historicist argument, Ladd mobilizes a vocabulary that is peculiar for two reasons. First, it is more poetic and evocative than analytical, and, second, it is less a language of utopian futurity than of troubled antiquarianism. Ladd's opening sentence, for example, reads: "Berlin is a haunted city" (1), which is hardly surprising for a book that carries the image of "ghosts" in its title. Confronted with the incessant, often traumatic, and politically ambivalent series of palimpsestic overwritings of the urban space, Ladd concludes that memories "often cleave to the physical settings of events" (1). Given the image of Berlin as a "haunted city," this idea of the persistence of memory as an almost physical presence imprinted upon cultural space is perhaps less striking than the slightly anachronistic and overly dramatic rhetoric he uses. Especially the word "cleave" registers as a stylistic oddity. The basic idea, however, is easily summarized: what is required for those living within such haunted spaces, in Ladd's words, are rituals "intended to exorcise the demons of the past" (217) . The historical displacement and sheer oddity of such rituals Ladd discovers in the "bizarre ritual parody of militarism" of goose-stepping East German soldiers in front of the "Memorial to the Victims of Fascism and Militarism" (217) .
As "the haunts of Berlin's famous ghosts have provoked, and continue to provoke, impassioned and sometimes thoughtful discussion" (2), Ladd proceeds not so much by expanding the trope of the ghost or by exploring its metaphoric potential, but by adding to it other images drawn from a pool of images he assumes his audience will share with him. First among these tropes is that of anthropomorphized architecture. "Berlin is fascinating," Ladd writes, "as a city of bold gestures and startling incongruities, of ferment and destruction. It is a city whose buildings, ruins, and voids groan under the burden of painful memories" (3). Ladd animates the urban space, conceptualizing it as a vast collective body, or as an assemblage of individual bodies endowed with the ability to express anguish and dread. Gothic architecture, on the whole, tends to be anthropomorphized, uncannily alive and animated. It (245) . But the exorcism fails. As the demolition crews are approaching the house, and the first cracks are running through the walls of the abandoned building, Klinger finds himself still inside, trying to clear his head and overcome Igor's ghostly influence. In an act of emancipation from the past, which shifts the novel, literally in the last sentence, from apocalyptic conflagration toward personal salvation, Klinger manages to shake off the otherworldly lure of death and heads for the door.
In their first responses to Mitte, reviewers tended to notice the Gothic elements but disavowed or marginalized them. Detlev Kuhlbrodt writes, "Anyone who has lived in old buildings knows that objects eavesdrop on people; that old walls, wallpaper, floors, oddly angled rooms at the ends of hallways, attics and basements, have Lists, a man "who lost sight of the larger picture and was working with dark forces he didn't really control" (196) . The prior tenant of Klinger's apartment quickly turns out to be "consciousness still present, despite being brain dead," as Klinger begins to suspect that "the night of his death keeps replaying itself in my apartment, like a stuck record" (151) .6 True to generic form, the novel provides one of the minor characters, Roger Bundschuh, as the voice of enlightened skepticism ("There are no ghosts, there is only thermionics... Ghosts are nothing more than oddities of sound and frequency" 80) , and yet it ultimately attempts to link the realm of "sound and frequency" to that of the supernatural. "Perhaps these past sounds were creeping, like ghosts of the auditory world, across walls and through atoms, . . . becoming imprisoned, ghostly conglomerates, which only he, the tenant, the owner of two ears . . . could hear" (27) . As (239) .
In these metaphoric conflations of bodies and buildings, of the intimate space of the body and the public space of the city, Oh ler works through the realization that the "whole of (social) space proceeds from the body, even though it so metamorphoses the body that it may forget it altogether (Lefebvre 405) . The use of the Gothic, with its emphasis on uncanny repetition, helps to prevent such forgetting. In fact, by metaphorically aligning Klinger, through Igor, with the condemned building, Oh ler makes it perfectly clear that forgetting is lethal; social space and the body are vitally linked, and only if we forget this link do we risk that social space "may separate itself so radically from the body as to kill it" (405). The anthropomorphization of Klinger's decrepit apartment building may be nothing more than "a stock Gothic property" (Kilgour 120) . But the fact that, in many respects, the building has "a livelier and more active role than that of any character," as Kilgour puts it, functions as "a sign of the total power of its ruler" (119) . While Igor serves as this figure of archaic power, the Gothic allows for a more ambiguous gendering of the architectural metaphor. Despite being the "private domestic sphere of feudal power, based on the absolute authority of the despotic lord" (119), Gothic architecture can also function as the symbol of the maternal body, signifying that underneath "the present male owner of the castle is a female possessor" (120). Consequently, when Klinger first sees it, the building appears with a human face, albeit one of non-specific gender. "Its blind, unwashed windows were glowing in the dark and were watching the street" (18) . Like an unhealthy patient, its "skin" is "pike-gray, its eyes sunken, and [there are] dagger-like teeth of the pigeon defenses on the window sills" (37). On the inside, the building is a "vast, echoing skull, segmented into staircases, floors, and rooms," as it sits "on the collar of the sealed surface of the city" (79). Like all buildings, it has "neuralgic pressure points" (201) , and when it collapses under the wrecking balls of the demolition crew in the novel's final scene, it "lets itself go, with a sigh" (253). It was, Oh ler writes, "as if the house
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Just as the urban architecture has human features, human beings in Mitte often appear metaphorically dressed up as buildings. "The body is one of the key locations on the postmodern landscape," Brian Jarvis points out, "a space subjected to colonization, commodification and redevelopment like any other" (9) . Oh ler concretizes this condition in his depiction of the prostitutes across the street from Klinger's building. They are decked out in corsets, boots, and coats, grotesque contraptions and layers of clothing reminiscent of martial architecture designed to protect rather than attract. Generally fascinated by their outfits and personally intrigued by Sophia, Klinger engages in an act of what Jarvis calls "corporal cartography," or "mapping of the body," trying "to look behind all the plastic and leather, where a person was located who was still young, shadowy in all the structures of the uniform" (141). Other characters are even more intimately linked to the architecture around them. Igor muses: "my heart is a room in berlin central in the light of the welders on the tracks" (204), while Klinger wonders whether the ear is the "antechamber of the soul" (121) and admits to difficulties in determining whether "the roaring in his ears [is] the noise from the streets or from his blood circulating" (144).8
In some passages, Ohler manages to infuse yet another dimension into these Gothic anthropomorphisms. Bonz (35) . 13 The trope of history spectrally alive in the rubble of the past is reiterated in images of the city as palimpsest. Read correctly, the urban architecture is a record of historical revisions, some of which are reabsorbed as active ingredients into the postmodern present. Modernity itself, embodied especially in the traces the Weimar Republic has left in the urban landscape, is the main target of contemporary appropriation.14 Adriano Sack, . While in "middle-class minds the Mietskaserne came to embody all that was wrong with the industrial city" (Ladd 103) , and it thus became "the preeminent symbol of Berlin as industrial metropolis," it also arrives in the late 20th and early 2l' century obscured by layers of historical and mythical overwriting. "There is no point in offering a precise architectural definition," Alan Ladd writes, "the notion of the Mietskaserne reflects a myth rather than an objective description ... the image of the Mietskaserne embodies a set of beliefs about the history and identity of Berlin" (100). While classic modernity, from the turn of the century on when the Mietskaserne was at the height of its popularity as a lived form of architecture, all the way into the 1980s, was set on abolishing it altogether, a strange rediscovery took place when "new historians, influenced by academic social history as well as community activism, proposed to enter the world of the working-class residents" (Ladd 106) . While the varied periods of historical apperception of the Mietkaserne are too difficult to summarize here, it is important to note that their image remained attached to a middle-class conception of working-class reality, and to a general perception of unorganized political opposition, dissent, and marginal practices . The most recent rediscovery of the Mietkaserne also went hand in hand with the gentrification of areas on the Berlin map that used to be topographically marginal toward the center of West Berlin during the Cold War-the neighborhoods of Charlottenburg and the main commercial street of the Kurfurstendamm -and suddenly became central (i.e. Berlin Mitte) when the Berlin Wall fell in 1989.This is the area in which Oh ler places his haunted house, and this is the period-the years of the Weimar Republic when Berlin was a European capital of the first rank-that architectural reconstruction has its deepest stake in.
Mitte works with the urban iconography of the Weimar Republic, but distances itself from its more egregious instrumentalization as postmodern lifestyle accessory. Instead of the excoriated postmodern city, whose center is first sucked dry by its surrounding suburbs and then disneyfied into a simulacra of urban modernity, Oh ler gives us glimpses of the urban core as a vital, aggressive space of modernity. The imagery he mobilizes is one of sensual attack, of bewildering and overwhelming shock that has survived underneath the glossy surface: "The sidewalks: overpopulated. Kaleidoscopic condensation of catalogue-colored tourists" (223) . This description would sound familiar to readers of The Ghosts of Berlin, as Brian Ladd conjures up Berlin in the '20s: "For Germans, the incessant movement of Berlin was the real and visible embodiment of the hypermodern urbanity they associated with the United States HI The cosmopolitan restlessness also seemed somehow Jewish. A favorite word of the time was 'Tempo' (117). Ladd's description and Ohler's line dovetail with Walter Benjamin's discussion of Poe's "The Man of the Crowd" and the modern urban experience. "Fear, antagonism, and horror were the feelings invoked by the urban crowd in those who first set eyes on it," Benjamin writes (125). However, the "manic demeanor" of the observer in Poe, in response to this overwhelming spectacle, quickly makes room for the detached floating enjoyment of the flaneur, famously enshrined by Benjamin in the figure of Baudelaire (114-28), one of whose poems happens to be quoted during the graveyard exhumation of Igor's corpse in Mitte. Ohler's line mirrors this process of habituation and desensitization, as it moves from the modernity of "kaleidoscopic condensation" to the postmodernity of "catalogue-colored tourists." Where Benjamin still sees a "shock experience corresponding to the 'experience' of the worker with the machine" (128), Ohler already sees the transformation of Benjamin's discourse and its subject matter into a prefabricated leisure experience, not unlike that of Berlin mayor Diepgen's theme-parked concept of urban reconstruction. Tradition, Dean McCannell reminds the readers of his study of tourism in a postin-
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Studies in 20th & 21st Century Literature, Vol. 30, Iss. 2 [2006] Ohler's mouthpiece of a coldly calculating rationality, not Roger Bundschuh with his belief in "thermionics." While Bundschuh represents science, Minster represents a neoliberal subjectivity for which science is merely one raw material, one force, one source of legitimizing institutional and procedural power, among others. This is the rationality from which Klinger tries escapes in the beginning of the novel, and which catches up with him in the shape of the newly excoriated, gentrified Berlin.
Ohler presents Klinger's building in the same manner. In its center is "the dead staircase" (70), a "round staircase, rising up through the house, forgotten by time, seemingly without connection to the outside" (71) . The house itself occupies a center, "hightech construction sites all around," in a state of siege (222). "Einkesselung" is the term Igor uses, a term with military connotations. The official jargon of urban renewal uses the term "Entkernung,"-excoriation-to describe the process by which a "dead" center is removed, supposedly in order to revitalize the architectural urban space around it. In fact, however, excoriation strips the center of any sense of spatial essence, readying it for its colonization by the simulacrum, as Ohler points out.'7 20 Studies in 20th & 21st Century Literature, Vol. 30, Iss. 2 [2006] , Art. 5 https://newprairiepress.org/sttcl/vol30/iss2/5 DOI: 10.4148/2334-4415.1635
Following the Gothic conflation of urban spaces and human bodies, the presence of the ghost in the annex is also tied to the discourse of dead centers. Igor himself explains that the annex is the "perfect music room, that old maid's chamber. experimental cell. right in the middle of the building, absolutely central, and yet completely separate" (94) . 18 The center, in other words, is a space isolated from its environment, a space of ambivalent power, its deadness predicated on its inability to interfere directly in the material world around itself. The ambivalence of the center as a space of both empowerment and impotence harks back to Gothic traditions; here, being in the architectural center means occupying "a private space where the freedom of uncontrolled individualism is destructive" (Kilgour 119 ).
The effect of a center that has been historically and spatially emptied out is the deformation of the space around it. In agreement with most critical discourse on the postmodernization of urban space, Ohler defines this deformation largely as a lack of authenticity. "Functionalism, featurelessness, and uniformity the systemic erosion of difference in accordance with the drive of hyperefficiency [ "the placelessness of place across the postmodern landscape"' -these are the hallmarks of the "postmodern American city" into which Ohler's Berlin is rapidly transforming itself (Jarvis 88) .'9 Ironically, this "Americanization" of Berlin takes place under the icons of the Weimar Republic, an indication that the postmodern simulacrum produces the same inhuman spaces no matter what its ostensible cultural, historical, or geographic content may be.
Apart from the psychological dimension of the "center" metaphor, Ohler's use of the image in a historical context is what makes Mitte a novel worth reading in years to come. With the move of the German capital from Bonn to Berlin, decided in 1991 and put into effect in 1999, the city itself has become a center of the country again, analogous to the annex in Klinger's building. Containing a "time bubble" that must be popped, the annex provides a "distorting mirror of the city's deformation, this process that's stirring up the entire community-the bone-chilling cold of the birth of the capital" 
